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1	  The	   creation	   of	   a	   dissertation	   project	   in	   the	   music	   composition	   field	   is	   a	  uniquely	  defining	  moment	   in	  a	  musician’s	  academic	  and	  career	  pursuits.	   	   In	  many	  other	   fields	   of	   study,	   the	   focus	   points	   outward:	   one	   may	   research	   the	  socioeconomics	  of	  a	  developing	  country,	  the	  effect	  of	  climate	  change	  on	  krill	  in	  the	  Southern	   Ocean,	   or	   the	   usage	   of	   archetypes	   in	   literary	   works	   by	   Homer.	   	   In	   the	  musical	   field,	   one	   may	   compile	   and	   examine	   the	   educational	   practices	   for	  developing	   an	   effective	   low-­‐brass	   embouchure,	   or	   delve	   into	   Arvo	   Pärt’s	  compositional	   practice	   of	   tintinnabuli.	   	   These	   potential	   theses	   are	   focused	   on	  conducting	   research	   on	   outside	   bodies	   that	   can	   be	   disassociated	   with	   the	  researcher.	   	  Musical	  composition,	  however,	   is	   for	  many	  a	  deeply	  personal	  process,	  and	   a	   doctoral	   project	   in	   this	   vein	   is,	   in	   many	   regards,	   an	   entirely	   different	  undertaking	   than	   the	   aforementioned	   endeavors.	   	   A	   project	   that	   satisfactorily	  punctuates	   a	   terminal	   compositional	   degree	   must	   reflect	   the	   numerous	   years—perhaps	   even	   decades—of	   rigorous	   musical	   study,	   reflecting	   knowledge-­‐based	  pursuits,	   such	   as	   the	   ones	   listed	   above,	   through	   demonstrating	   a	   command	   of	  orchestration	  and	  knowledge	  of	  compositional	  and	  musical	  practices.	  	  This	  musical	  undertaking,	   however,	   must	   also	   simultaneously	   be	   the	   manifestation	   of	   the	  composer’s	  ideology,	  education,	  experience,	  creativity,	  ability	  to	  craft	  and	  complete	  a	   coherent	   large-­‐scale	   work,	   methodology,	   and—stated	   at	   the	   risk	   over-­‐romanticizing—their	   very	   soul.	   	   This	   dual	   requirement	   of	   fulfilling	   academic	  responsibility	   and	   personal	   expression	   is	   a	   unique	   combination	   of	   sometimes-­‐dichotomous	  worlds,	  resulting	  in	  a	  product	  that	  is	  concurrently	  science/knowledge	  
	  	  
	  	  	  
2	  and	  artistic	  expression.	  	  It	  is	  my	  aim,	  therefore,	  that	  this	  explanation	  and	  reflection	  of	  my	  album,	  A	  Modern	  Christmas,	  will	  satiate	  an	  in-­‐depth	  examination	  of	  the	  artistic	  and	   technical	   requirements	   that	   exemplify	   a	   dissertation	   project	   in	   music	  composition.	  	  	  My	  aim	  of	  A	  Modern	  Christmas	  is	  multifaceted,	  in	  that	  I	  desire	  to:	  
• Create	  a	  personally	   satisfying	  collection	  of	  pieces	   that	   is	   the	  culmination	  of	  my	  musical	   eclecticism,	   through	   attaining	   a	   symbiosis	   of	  my	   jazz,	   classical,	  electronic	  and	  pop	  background.	  	  	  
• Appeal	   to	   connoisseurs	   who	   appreciate	   intricately	   constructed	   music	   that	  makes	  a	  unique	  artistic	  statement.	  
• Appeal	   to	  mainstream	  music	   consumers—particularly	   those	  who	  engage	   in	  Christmas	  music.	  Why	  these	  three	  goals?	  	  First,	  authenticity	  is	  no	  doubt	  a	  significant	  factor	  in	  a	  work’s	  ability	   to	   make	   a	   lasting	   artistic	   expression.	   	   In	   Hugh	   Barker	   and	   Yuval	   Taylor’s	  book,	  Faking	  It:	  The	  Quest	  for	  Authenticity	  in	  Popular	  Music,	  they	  state:	  …the	  quest	  for	  authenticity,	   for	  the	  “real,”	  has	  become	  a	  dominant	  factor	  in	  musical	   taste.	   	  Whether	   it	  be	  the	  folklorist’s	  search	  for	   forgotten	  bluesmen,	  the	   rock	   critic’s	   elevation	   of	   raw	   power	   over	   sophistication,	   or	   the	  importance	  of	  bullet	  wounds	  to	  the	  careers	  of	  hip-­‐hop	  artists,	   the	  aesthetic	  of	   the	   “authentic	   musical	   experience,”	   with	   its	   rejection	   of	   music	   that	   is	  labeled	  contrived,	  pretentious,	  artificial,	  or	  overly	  commercial,	  has	  played	  a	  major	   role	   in	   forming	   musical	   tastes	   and	   canons…	   	   (Barker	   and	   Taylor,	  2007).	  	   There	   is	   little	  doubt	   that	   the	  works	  of	   great	   artists	  were	   and	  are	   authentic	  outpourings	   of	   their	   inner	   beings,	   ranging	   from	   the	   dramatic	   symphonies	   of	  Beethoven,	   to	   the	   intimate	   craftsmanship	   of	   Bill	   Evans,	   to	   the	   generationally	  
	  	  
	  	  	  
3	  transcendent	  poetry	  and	  folk	  offerings	  of	  Bob	  Dylan.	  	  This	  project,	  therefore,	  needed	  to	   be	   an	   accurate	   representation	   of	   my	   own	   musical	   experiences,	   abilities	   and	  beliefs,	   and	   in	   turn	   be	   a	   personally	   satisfying	   and	   authentic	   endeavor.	   A	  Modern	  
Christmas	  is	  an	  amalgamation	  of	  the	  jazz,	  classical,	  electronic,	  and	  pop	  music	  genres	  in	   which	   I	   have	   been	   immersed	   through	   my	   studies,	   leisure	   listening,	   and	  professional	  experience.	  Secondly,	   there	   is	   an	   unmistakable	   gravitas	   to	   the	   consummation	   of	   a	  doctoral	   degree.	   	   Those	   entrusted	   with	   the	   responsibility	   of	   conferring	   a	   Ph.D.	  rightly	  expect	  a	  final	  product	  that	  demonstrates	  a	  wealth	  of	  knowledge	  in	  the	  field	  that	   not	   only	   meets	   the	   level	   of	   achievement	   of	   comparable	   works,	   but	   also	  advances	   a	   genre,	   idiom,	   or	   practice.	   	   A	   dissertation	   project	   must	   be	   carefully	  conceptualized,	   designed,	   and	   executed	   in	   a	   way	   that	   is	   worthy	   of	   the	   years	   of	  rigorous	   academic	   study	   that	   preceded	   it.	   	   	  A	  Modern	  Christmas	  showcases	   a	   rare	  mastery	   of	   a	   variety	   of	   influences	   that	   advances	   the	   musical	   depth	   of	   Christmas	  music	   while	   remaining	   respectful	   of	   this	   sacred	   canon,	   and	   also	   obscures	   the	  dividing	  lines	  between	  jazz,	  classical,	  electronic,	  and	  popular	  genres.	  	  Each	  track	  was	  carefully	  composed,	  recorded,	  and	  edited	  in	  a	  way	  that	  each	  piece	  has	  musical	  rigor	  and	  artistic	  value.	  	  Additionally,	  there	  is	  a	  lineage	  of	  significant	  classical	  composers	  and	  their	  works	  that	  have	  added	  to	  the	  Christmas	  music	  canon,	  including	  J.S.	  Bach’s	  
Christmas	   Oratorio,	   Hector	   Berlioz’s	   “Shepherd’s	   Farewell	   From	   Childhood	   of	  Christ”,	  Benjamin	  Britten’s	  “A	  Ceremony	  of	  Carols”,	  and	  Arnold	  Schoenberg’s	  “Es	  ist	  ein’	  Ros’	  ensptrungen”	  (translation:	  “Lo	  How	  a	  Rose	  E’er	  Blooming”).	  	  Furthermore,	  
	  	  
	  	  	  
4	  there	   are	   many	   popular	   music	   artists	   who	   have	   also	   released	   Christmas	   music	  albums,	   ranging	   from:	   Louis	   Armstrong	   to	   Vince	   Guaraldi	   to	   Frank	   Sinatra	   to	  Wynton	  Marsalis,	  Bob	  Dylan	  to	  Johnny	  Cash	  to	  James	  Taylor,	  Blind	  Boys	  of	  Alabama	  to	   B.B.	   King	   to	   Ray	   Charles,	   and	   Elvis	   Presley	   to	   Sting	   to	   James	   Brown.	   	   These	  precedents	  from	  composers	  and	  artists	  who	  have	  considerably	  altered	  the	  musical	  landscape	   of	   their	   times,	   solidify	   the	   legitimacy	   of	   Christmas	  music	   as	   a	   genre	   of	  worthwhile	  pursuit.	  Finally,	  it	  was	  my	  desire	  to	  reach	  a	  broad	  audience	  with	  this	  music.	  	  I	  aim	  to	  avoid	  the	  fate	  of	  many	  dissertations	  that	  led	  Dr.	  Daren	  C.	  Brabham,	  Communication	  and	  Journalism	  professor	  at	  USC,	  to	  write	  an	  article	  titled,	  “No	  One	  Will	  Read	  Your	  Dissertation”	   (Brabham,	   2011).	   	   I	   dedicated	   many	   hours,	   of	   many	   days,	   of	   many	  months	  to	  complete	  this	  project,	  so	  why	  not	  invest	  that	  time	  into	  something	  that	  will	  yield	   a	   positive	   return	   into	  my	   career?	   	   Therefore,	   I	   picked	   a	   topic	   that	   not	   only	  resonated	   with	   me,	   but	   also	   has	   wide	   appeal	   with	   the	   distinct	   possibility	   of	  longevity.	   	   Christmas	   comes	   every	   year	   and	   Holiday	   music	   is	   a	   substantial	  component	  of	  the	  season.	  	  According	  to	  research	  by	  Chris	  Robley,	  writer	  for	  leading	  independent	   music	   distributor	   CD	   Baby,	   20%	   of	   industry-­‐wide	   music	   sales	   take	  place	  in	  the	  last	  six	  weeks	  of	  the	  year	  (Robley,	  2014).	  This	  recurring	  cycle	  provides	  the	  enhanced	  opportunity	  to	  continue	  to	  promote	  my	  music	  to	  an	  audience	  that	  will	  regularly	   be	   accepting	   new	   music	   for	   their	   end-­‐of-­‐the-­‐year	   musical	   libraries.	  	  Additionally,	   my	   contributions	   to	   the	   charity	   organization	   The	   Water	   Project	  through	   the	   sales	   of	  A	  Modern	  Christmas,	   gives	   this	  music	   further	   incentive	   to	   be	  
	  	  
	  	  	  
5	  purchased	  and	  shared.	  	  While	  these	  monetary	  donations	  preclude	  me	  from	  making	  a	  profit,	   it	   does	  build	  wider	  notoriety	   for	  my	  music,	  which	   is	   certainly	   for	   the	   long-­‐term	  benefit	  of	  my	  career	  aspirations—both	  academic	  and	  musical.	  	  	  
	  
General	  Compositional	  Approach	  Prior	  to	  discussing	  each	  song	  individually,	  I’d	  like	  to	  explain	  the	  overarching	  compositional	  process	  with	  regard	  to	  technology	  and	  general	  procedure.	  In	  place	  of	  notating	   drafts	   and	   ideas	   by	   hand	   or	   through	   notation	   software	   such	   as	   Finale,	   I	  opted	  to	  compose	  directly	  into	  the	  software,	  Logic	  Pro	  X.	  	  Logic	  is	  an	  Apple	  product	  that	   is	   an	   industry	   standard	   MIDI	   and	   audio	   editing,	   Digital	   Audio	   Workstation	  (frequently	   abbreviated	   as	   DAW).	   	   The	   benefit	   to	   composing	   directly	   into	   this	  program	  is	   that	   it	   is	  an	  efficient	  way	  of	  archiving	   ideas	  that	   in	  turn	  can	  be	  quickly	  organized	  and	  edited.	   	  The	  program	  receives	  MIDI	  information	  from	  a	  keyboard	  or	  other	   MIDI	   device	   and	   instantly	   notates	   it	   while	   providing	   the	   opportunity	   for	  editing	  sections	  as	  small	  moving	  a	  single	  note	  by	  a	  sixty-­‐forth	  note	  or	  transposing	  an	  entire	   portion	   by	   any	   desired	   number	   of	   cents	   or	   semitones.	   	   I	   was	   able	   to	  circumnavigate	  the	  time	  consuming	  process	  of	  notating	  parts,	  which	  allowed	  me	  to	  allocate	  more	  time	   for	  creative	  brainstorming	  and	  composition.	   	  Often,	   the	  “score”	  with	  which	  I	  was	  working	  often	  looked	  similar	  to	  the	  one	  on	  the	  following	  page.	  	  	  Additionally,	  because	  of	  the	  significant	  advancement	  of	  quality	  in	  digital	  and	  sampled	  instruments,	  there	  were	  no	  “live”	  instruments	  in	  the	  creation	  of	  this	  album.	  	  All	  sounds—expect	  for	  the	  vocal	  tracks—were	  programmed	  using	  the	  sound	  library	  
	  	  
	  	  	  
6	  built	   into	  Logic	  Pro	  X	   (while	   also	  utilizing	   some	  of	   the	   “Legacy”	   instruments	   from	  prior	  versions),	  Omnisphere	  (one	  of	   the	   leading	  sample-­‐based	  sound	   libraries	  that	  have	   been	   relied	   on	   by	   artists	   from	   Dr.	   Dre	   to	   Contemporary	   Christian	   Music’s	  Hillsong),	   or	   a	   Native	  Instruments	   program	  (most	   often	   Absynth	  5).	   	  The	   selection	  and	  customization	   of	  sounds	   and	   digital	  instruments	   was	   an	  integral	  component	  of	  this	   project,	   and	   I	  spent	   a	   significant	  amount	   of	   time	  creating	   or	   tweaking	  different	   tones,	   audio	  effects,	   and	   sound	  landscapes.	  	  	  	  
	  	  
Figure	  1.	  	  Logic	  composition	  window.	  
	  	  
	  	  	  
7	  	   For	  example,	  in	  this	  image	  regarding	  the	  sound	  design	  of	  the	  Plectrum	  Pad—which	  is	  a	  synthesized	  (digitally	  constructed)	  sound,	  compared	  to	  a	  sampled	  sound	  (audio	   based)—the	   “Shape	   1”	   and	   “Shape	   2”	   knobs	   on	   the	   left	   side	   of	   the	   editor	  impact	   the	   sine	   wave	   shape	   of	   the	   output.	   	   Directly	   to	   the	   right	   of	   that	   is	   the	  Oscillator,	   which	   roughly	   equates	  to	   vibrato.	   	   In	   the	   middle	   of	   the	  editor	   is	   the	   Filter,	   which	   impacts	  which	  frequencies	  get	  accentuated,	  affected,	   or	   cut	   out.	   	   The	   AMP	   or	  amplitude	   affects	   the	   volume,	   and	  the	   Effect	   knobs	   allow	   for	   the	  	  	  implementation	   of	   various	   effects	  such	   as	  Chorus,	   Tremolo,	   or	   the	  Phaser.	  	  	  The	  next	  image	  is	  the	  Tape	  Delay	  designer	   (similar	   to	   an	   echo	  effect),	   which	   allows	   for	   Tempo	  
Sync	   (so	   it	   is	   locked	   in	  with	   the	  MIDI	   tempo	   of	   the	   piece,	   or	   a	  manually	   indicated	   number	   of	   milliseconds).	   	   There	   is	   a	   low	   cut	   and	   high	   cut	  frequency	  filter,	  which	  only	  allows	  frequencies	  within	  the	  indicated	  Hertz	  range	  to	  
Figure	  2.	  	  Plectrum	  Pad	  Configuration	  
Figure	  3.	  	  Tape	  Delay	  Settings	  
	  	  
	  	  	  
8	  pass.	  	  The	  LFO	  (Low	  Frequency	  Oscillator)	  can	  engage	  low	  frequencies	  (although	  it	  is	   not	   activated	   here,	   as	   the	   LFO	   Depth	   is	   set	   to	   0%).	   	   There	   is	   also	   the	   balance	  between	   the	   “Dry”	  and	   “Wet”	  outputs.	   	  The	   “Dry”	   signal	   is	   the	  original	   instrument	  sound	   without	   delay	   and	   the	   “Wet”	   signal	   is	   simply	   the	   delayed	   sounds.	   	   (For	  example,	  imagine	  clapping	  in	  a	  canyon:	  the	  first	  clap	  you	  hear	  unaffected	  and	  more	  clearly,	  while	  the	  subsequent	  “echoes”	  sound	  “further	  away”	  with	  a	  less	  articulated	  beginning	  and	  end.)	  	   In	  this	  image	  of	  the	  editor	  in	  Spectrasonics’	  Omnisphere,	  there	  are	  a	  number	  of	  possible	  ways	  to	  alter	  the	   original	   sample	  (which	  in	  this	  case	  came	  from	   an	   analog	  synthesizer.)	   	   	   	   There	  are	   four	   main	   sections:	  Modulation,	   LFOs,	  Filters,	   and	   Envelopes.	  	  The	   modulation	   can	  come	   from	   a	   variety	   of	  sources,	  such	  as	  an	  LFO,	  Envelope,	  Sustain	  Pedal,	  or	  Modulation	  Wheel.	  	  The	  Modulation	  can	  impact	  a	  variety	  of	   effects	   such	   as	   an	   oscillator,	   the	   amplitude,	   or	   layering	   effects	   such	   as	   chorus,	  reverb,	  or	  panning.	   	  The	  LFO	  can	  be	  adjusted	  using	   the	  Rate	  knob	  (how	  quickly	   it	  
Figure	  4.	  	  Omnisphere	  Window	  
	  	  
	  	  	  
9	  oscillates)	  and	  the	  Depth	  knob	  (how	  wide	  the	  sine	  waves	  vacillate).	   	  The	  Filter,	  as	  before,	  affects	  the	  frequencies	  that	  are	  allowed	  to	  pass	  through,	  with	  the	  cutoff	  and	  resonance	  knobs	  impacting	  a	  specific	  frequency	  area.	  	  The	  Envelope	  section	  creates	  time-­‐based	   or	   tempo-­‐based	   effects	   that	   can	   affect	   a	   large	   number	   of	   effects,	  most	  often	  amplitude	  or	  filters.	  	  	  This	  envelope	  filter	  creates	  an	  effect	  of	  one	  beat	  of	  quick	  amplitude	  decay	  at	  each	   sixteenth	   note,	  followed	  by	  a	  beat	  of	  an	  amplitude	   increase.	   	   In	  the	   bottom	   right,	   the	  filter	   is	   activated	  with	   a	  “legato”	   setting,	  meaning	   that	   it	   is	  activated	  at	  the	  onset	  of	  a	  note	  and	  the	  envelope	  continues	  as	  long	  as	  the	  subsequent	  pitches	  are	  connected.	  	  The	  Note	  setting	  would	  reset	   the	   envelope	   at	   the	   onset	   of	   each	   new	   note,	   and	   the	   Song	   setting	   runs	   the	  Envelope	  continuously	  throughout	  the	  song,	  syncing	  up	  with	  the	  internal	  BPM	  clock,	  regardless	  of	  the	  presence	  of	  any	  pitch	  content.	  	  	  	   The	  customization	  of	  the	  sound	  landscape	  was	  an	  essential	  component	  of	  A	  
Modern	  Christmas,	  as	  it	  is	  in	  any	  music	  product.	  The	  means	  through	  which	  this	  was	  accomplished	   was	   in	   alignment	   with	   modern	   day	   practices,	   implementing	   the	  
Figure	  5.	  	  Omnisphere	  Envelope	  View	  
	  	  
	  	  	  
10	  software,	   sound	   libraries,	   plug-­‐ins	   (software	   additions)	   and	   audio	   effects	   that	   are	  characteristic	  of	  a	  musical	  work	  in	  the	  21st	  century.	  	  	  	  	  
	  
Song	  Selection	  and	  Compositional	  Elements	  
	   Track	  1:	  Oh	  Come,	  Oh	  Come	  Emmanuel	  	   The	  opening	  track	  of	  A	  Modern	  Christmas,	  “Oh	  Come,	  Oh	  Come	  Emmanuael”	  is	  a	  French	  melody	  that	   is	   traced	  back	  to	   the	  15th	  century.	   	   “Emmanuel”	   is	  a	  Hebrew	  name	   that	  means,	   “God	   is	  with	   us”,	   and	   is	   used	   throughout	   the	  Old	   Testament	   to	  refer	  to	  the	  coming	  Messiah.	  	  The	  text	  refers	  to	  a	  time	  prior	  to	  Christ’s	  birth,	  which	  makes	  this	  opening	  hymn	  function	  as	  a	  preface	  to	  the	  forthcoming	  tracks,	  which	  are	  all	  hymns	  about	  the	  coming	  and	  birth	  of	  Jesus.	  	  The	  author	  calls	  out	  for	  Emmanuel	  to	  come	  and	  “ransom	  captive	  Israel”.	  	  The	  Catholic	  Church	  explains	  this	  line	  as	  follows:	  The	   words	   of	   this	   stanza	   express	   the	   longing	   of	   the	   Jewish	   people	   to	   be	  delivered.	  	  “Oh	  come,	  oh	  come	  Emmanuel,	  and	  ransom	  us	  [obtain	  the	  release	  of	  by	  paying	  a	  certain	  price]”	  –	  deliver,	  save	  us	  out	  of	  this	  captivity.	  	  (Zeaiter,	  2014.)	  	  To	  reflect	  this	  call	  for	  help,	  this	  call	  to	  be	  deliverance	  from	  captivity,	  I	  open	  the	  track	  with	   the	   Morse	   code	   signal	   for	   SOS,	   which	   is	   commonly	   used	   as	   an	   acronym	   for	  “Save	  Our	  Souls”.	  	  This	  plea	  for	  safety	  and	  redemption	  through	  the	  short-­‐long-­‐short	  SOS	  motive	  is	  the	  driving	  unifying	  force	  throughout	  the	  work.	  Most	  poignantly,	  the	  Rhodes	   and	   backup	   vocal	   lines	   that	   begin	   at	   0:23	   form	   a	   percussive,	   short-­‐long-­‐short	   undercurrent	   that	   serves	   as	   the	   foundation	   through	   the	   piece.	   	   With	   the	  implementation	  of	  the	  human	  voice,	  the	  SOS	  signal	  becomes	  more	  personal	  than	  the	  monotone	   sound	   associated	   with	   Morse	   code.	   	   Now	   the	   SOS	   call	   is	   more	   urgent,	  
	  	  
	  	  	  
11	  more	   humanized,	   and	  more	   spiritual.	   	   	   This	   SOS	  motive	   serves	   as	   the	   onset	   of	   a	  climactic	   build	   up	   beginning	   at	   2:00,	  which	   after	   a	   false	   apex,	   culminates	   at	   3:14	  with	  an	  outpouring	  of	  sound	  at	  the	  word	  “Rejoice”.	  	  This	  proclamation	  of	  the	  coming	  of	   the	   Messiah	   is	   reflected	   both	   musically	   and	   textually	   through	   repetition	   and	  cascading	  electronic	  effects	  until	  the	  texture	  dissipates	  into	  the	  text,	  “Oh	  Come,	  Oh	  Come	  Emmanuel,	  and	  ransom	  captive	  Israel”.	  	  This	  line	  was	  sung	  and	  then	  filtered	  in	  such	  a	  way	  that	  the	  voice	  is	  heard	  as	  being	  distant	  and	  hollow.	  	  	  The	  monotone	  SOS	  fades	  back	  in,	  with	  ever-­‐increasing	  volume,	  as	  the	   listener	   is	  reminded	  of	  the	  cold,	  harsh	  world	  prior	  to	  the	  coming	  of	   Jesus	  and	  the	  need	  for	  Emmanuel	  to	  come	  and	  save	  them	  from	  captivity.	  	  	  	  	   Track	  2:	  Joy	  to	  the	  World	  	   The	   emphasis	   of	   this	   track	  was	   to	  project	   the	   joy	   of	   the	  news	  of	   the	  newly	  arrived	  Messiah.	   	   I	   determined	   the	   opening	   of	   the	   track,	   however,	   should	   not	   be	  overly	   jubilant,	   having	   just	   been	  preceded	  by	   the	   starkness	   of	   the	   SOS	   signal	   that	  concluded	   “Oh	   Come,	   Oh	   Come	   Emmanuel”.	   	   Therefore,	   there	   is	   a	   touch	   of	  melancholy	  at	   the	  beginning	  of	   “Joy	   to	   the	  World”,	   to	   facilitate	  continuity	  between	  the	   two	   songs.	   	   The	  melody	   is	   in	  C	  major,	   as	   is	   the	   common	  practice	   in	  Liturgical	  settings,	  but	  the	  piece	  itself	  is	  primarily	  in	  D	  Dorian.	  	  This	  preserves	  the	  melody	  for	  easy	   recognition,	   while	   also	   framing	   it	   in	   a	   modernized	   harmonic	   context,	   which	  provides	   the	   song	   a	   renewed	   quality.	   	   A	   swirling	   effect	   accompanies	   the	  commencement	  of	   the	  vocal	  melody,	   to	   reflect	   the	  celestial	  proclamation,	   “But	   the	  
	  	  
	  	  	  
12	  angel	  said	  to	  them,	  ‘Do	  not	  be	  afraid.	  	  I	  bring	  you	  good	  news	  that	  will	  cause	  great	  joy	  for	  all	   the	  people’”	  (Luke	  2:10	  New	  International	  Version).	   	   	  Throughout	  the	  work,	  “joy”	  functions	  as	  the	  primary	  vocal	  point	  of	  emphasis,	  culminating	  in	  the	  repetition	  of	  “joy”	  at	  2:40.	  	  This	  vocal	  line	  was	  composed	  in	  such	  a	  way	  that	  I	  would	  be	  able	  to	  take	  the	  original	  recorded	  vocal	  line	  and	  simply	  put	  a	  half	  note	  delay	  effect	  on	  it	  to	  create	  a	  canon.	  	  (This	  “joy	  canon”	  proved	  to	  be	  so	  effective	  that	  many	  children	  who	  heard	   this—independently	   from	  one	  another—frequently	   refer	   to	   this	   song	  as	   the	  “Joysong”,	  which	  led	  their	  parents	  to	  post	  on	  social	  media	  about	  the	  piece	  with	  the	  hashtag	  #joysong.)	   	  This	   section	  builds	   to	   a	   climax	  at	  3:34	  with	   the	   first	   and	  only	  time	   the	   text	   and	  melody	   is	   presented	   in	   an	  unobscured	   fashion.	   	   This	   then	   gives	  way	   to	   content	   that	   was	   similar	   to	   the	   opening,	   providing	   a	   clear	   signal	   of	   the	  forthcoming	  end	  of	  the	  piece,	  as	  well	  as	  a	  transition	  into	  the	  next	  track.	  	  	  
	  
Track	  3:	  Silent	  Night	  
	  “Silent	  Night”	  frequently	  alternates	  between	  5/4	  and	  4/4	  meters	  to	  create	  a	  dreamlike	  quality	  that	  is	  free	  flowing	  and	  reflective	  of	  the	  title	  of	  the	  work.	  	  The	  time	  signature	   changes	   are	   not	   as	   complicated	   as	   it	   what	   may	   seem,	   as	   can	   be	   seen	  through	  the	  vocal	  chart	  on	  the	  next	  page.	  	  (I	  created	  vocal	  charts	  for	  all	  the	  songs	  to	  facilitate	  the	  recording	  of	  these	  parts	  by	  professional	  vocalists.)	  	  The	  accentuation	  of	  the	   ends	   of	   measures	   contributes	   to	   the	   ambiguity	   of	   the	   meter,	   which	   was	   by	  design.	   	   It	   is	   also	   the	   most	   acoustic	   sounding	   piece,	   with	   the	   piano,	   guitar,	   and	  percussion	  parts	  providing	  the	  prominent	  accompanying	  parts.	  	  There	  is,	  however,	  a	  layer	  of	  atmospheric	  pads	  sitting	  atop	  of	  the	  sonic	  landscape	  to	  provide	  an	  angelic,	  
	  	  
	  	  	  
13	  otherworldly	   characteristic.	   	   This	   acoustic	   (earthly,	   man-­‐made	   sound)	   combined	  with	  the	  “angelic”	  pads	  reflects	  the	  coming	  of	  Jesus	  who	  is	  both	  man	  and	  God.	  	  The	  only	  section	  that	  is	  in	  the	  original	  3/4	  time	  signature	  is	  at	  2:58,	  which	  was	  used	  as	  a	  truncation	  of	  the	  meter	  to	  provide	  increasing	  momentum	  to	  the	  apex	  of	  the	  piece:	  an	  instrumental	  synth	  solo	  at	  3:08.	   	  The	  energy	   then	  dissipates	   into	  a	  piano	  ostinato,	  again	  conjuring	  the	  dreamlike	  state.	  	  	  	  This	  section	  is	  in	  a	  4/4	  time	  signature,	  which	  creates	  a	  steady	  supply	  of	  beats	  that	  can	  function	  as	  a	  gentle	  rocking	  motion,	  as	  if	  to	  rock	   a	   baby	   to	   sleep.	   	   The	   very	   end	   of	   the	   piece,	   however,	   strips	   away	   the	  accompaniment	   to	   let	  the	   listen	   fully	  engage	   the	  magnitude	   of	   the	  text,	   “Christ	   the	  Savior	  is	  Born”.	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Figure	  6.	  	  “Silent	  Night”	  Vocal	  Score	  
	  	  
	  	  	  
14	  	   Track	  4:	  What	  Child	  is	  This	  
	   “What	   Child	   is	   This”	   is	   a	   complex	   sounding	   song	   with	   relatively	   simple	  inspiration.	  	  	  The	  text	  provides	  an	  interesting	  dichotomy	  between	  the	  emphases	  on	  the	  infant	  state	  of	  Jesus	  along	  with	  his	  deity.	  	  The	  song	  asks	  the	  question	  “What	  child	  is	  this,	  who	  laid	  to	  rest…on	  Mary’s	  lap	  is	  sleeping…whom	  angels	  greet?”	  	  The	  text’s	  author,	  William	  Chatteron	  Dix,	  portrays	  an	  aura	  of	  mystery	  around	  Jesus.	  	  He	  depicts	  a	  scene	  where	  Jesus	  is	  peacefully	  sleeping	  with	  his	  earthly	  mother	  Mary,	  yet	  angels	  come	   and	   greet	   him.	   	   To	   musically	   reflect	   the	   text,	   I	   created	   a	   rhythmically	  ambiguous	   texture	   (that	   is	   ultimately	   just	   a	   consistent	   5/4	   meter,	   although	   the	  listener	   would	   be	   unlikely	   to	   ascertain	   this	   information	   independently)	   that	  combines	   with	   an	   eerie	   E	   minor	   tonality,	   culminating	   in	   an	   aural	   setting	   that	  supports	   the	   text’s	   uncertainty	   about	   the	   origination	   and	   purpose	   of	   Jesus.	   	   The	  answer	   is	   provided	   at	   3:23,	  when	   the	   text	   proclaims	   that	   Jesus	   is	   Christ	   the	  King,	  which	  propels	  the	  music	  into	  a	  strong,	  authoritative	  7/8	  time	  signature,	  along	  with	  a	  simultaneous	  modulation	  to	  D	  major/minor.	  	  The	  text	  returns	  to	  an	  emphasis	  on	  the	  infancy	  of	  Jesus	  with	  imagery	  that	  he	  is	  sleeping	  on	  the	  lap	  of	  Mary.	  	  This	  prompts	  a	  musical	   shift	   back	   to	   E	   minor	   and	   the	   creation	   of	   a	   dreamlike	   repetition	   of	   “is	  sleeping”,	  which	  punctuates	  the	  song	  with	  an	  ellipsis.	  	  There	  is	  authority	  and	  power	  waiting	  to	  be	  awoken	  within	  Jesus,	  but	  first,	  the	  King	  sleeps…	  	  	  	  
	  	  
	  	  	  
15	  
Track	  5:	  Come,	  All	  Ye	  Faithful	  
	   This	  track	  focuses	  on	  the	  repetitive	  request	  by	  the	  author	  for	  the	  “faithful”	  to	  come	   joyfully	   and	   triumphantly	   to	   celebrate	   the	   birth	   of	   Jesus.	   	   To	   reflect	   the	  repetitiveness	   or	   implied	   urgency	   of	   the	   text,	   I	   placed	   the	  melody	   in	   7/8	   time	   to	  create	   an	   aura	   of	   anticipation.	   	   Additionally,	   I	   used	   the	   7/8	   time	   signature	   in	   the	  preceding	  track	  to	  coalesce	  with	  the	  theme	  of	  triumph	  and	  power,	  which	  aligns	  with	  the	  author’s	   request	  here	   for	   the	   “faithful”	   to	  come	   triumphantly.	   	   	  The	  somewhat	  complex	   rhythmic	   structure	   gives	  way	   to	   a	  more	   typical	   colloquial	   rhythm,	   as	   the	  text	   states	   clearly	   that	   the	   listener	   is	   to	   come	   and	   adore	   Christ	   the	   Lord.	   	   The	  urgency	   and	   anticipation	   is	   then	   resumed	   through	   repetition	   of	   the	   “Come	   all	   ye	  faithful”	  statement,	  which	  is	  accompanied	  by	  a	  rising,	  exact	  transposition	  of	  a	  minor	  third	  (which	  is	  a	  typical	  modulation	  within	  the	  funk	  genre,	  the	  genre	  after	  which	  this	  track	  was	  modeled).	  	  Again,	  the	  text	  restates	  in	  a	  vernacular	  4/4	  time	  to	  come	  adore	  Christ	  the	  Lord,	  before	  giving	  way	  to	  a	  final	  urgent	  plea	  for	  the	  faithful	  to	  come.	  	  This	  plea	   was	   precipitated	   by	   an	   EDM	   (electronic	   dance	   music)	   style	   build	   up,	   which	  culminated	   in	   another	   rising	  minor	   thirds	  modulation	  motion	   that	   concluded	   the	  piece	  with	  exigency.	  	  	  	  	  	   Track	  6:	  It	  Came	  Upon	  A	  Midnight	  Clear	  	   The	   track	  opens	  with	  a	  bell	  ostinato,	   intentionally	   recognizing	   the	  common	  association	   between	   bells	   and	   Christmas	   music.	   	   Synth	   and	   piano	   lines	   layer	   in	  shortly	  thereafter,	  each	  playing	  fragments	  of	  the	  melody,	  but	  at	  different	  paces.	  	  This	  
	  	  
	  	  	  
16	  creates	  an	  ambiguity,	  while	  the	  listener	  waits	  for	  the	  “clear”	  to	  arrive	  while	  residing	  in	   a	   haze	   of	   the	   unknown.	   	   Clarity	   is	   achieved	   through	   the	   onset	   of	   the	   primary	  melodic/vocal	  line.	  	  The	  bass	  is	  tacit,	  allowing	  the	  listener	  to	  focus	  on	  the	  delivery	  of	  the	  text,	  which	  sits	  atop	  a	  bed	  of	  bells	  and	  a	  Rhodes,	  the	  latter	  of	  which	  that	  has	  had	  the	  attack	  removed	  to	  create	  wash	  of	  sound.	  	  There	  are	  multiple	  pronouncements	  of	  a	   harp	   sound,	   a	  not	   terribly	   subtle	   application	  of	   text	  painting,	  which	   foreshadow	  the	  angels	  that	  “touch	  their	  harps	  of	  gold”.	  	  The	  next	  section	  modulates	  to	  the	  key	  of	  D	  major	  (the	  previous	  key	  was	  Bb	  major)	  which	  foreshadows	  the	  end	  of	  the	  piece.	  	  I	  selected	  the	  key	  of	  D	  major,	  as	  it	  allowed	  me	  to	  keep	  the	  original	  melody	  intact,	  as	  the	  original	  melody	  utilized	  a	  melodic	  minor	   scale	   in	  Bb	  major’s	   relative	  minor,	  G	  minor.	   	   Instead	   of	  making	  D	   the	   dominant	   however,	   I	   opted	   to	  make	  D	   the	   tonic,	  before	   giving	  way	  back	   to	  Bb	   for	   the	   end	   of	   the	   presentation	   of	   the	  melody.	   	   The	  melody	  is	  only	  presented	  once	  in	  its	  entirety,	  giving	  a	  slight	  pause	  at	  its	  end	  (2:55)	  to	  reflect	  the	  text,	  “The	  world	  in	  solemn	  stillness	  lay,	  to	  hear	  the	  angels	  sing”.	   	  It	  is	  after	  this	  brief	  moment	  of	  solemnness	  (in	  Bb)	  that	  the	  angels	  begin	  to	  sing	  (in	  the	  key	  of	  D	  major),	  “Peace	  on	  the	  earth”.	  	  The	  texture	  quickly	  builds	  with	  the	  layering	  of	  additional	   harmonies,	   synth	   lines,	   and	   percussion.	   	   The	   underlying	   meter	   of	   this	  section	  is	  3/4	  (listen	  for	  the	  repetition	  of	  the	  clapping	  parts),	  but	  the	  primary	  vocal	  lines	  recur	   in	  groups	  of	   ten	  beats,	  which	  create	  a	  swirling	  effect	   that	  obscures	   the	  meter.	  	  Furthering	  the	  uncertainty	  of	  the	  rhythmic	  cycle	  of	  this	  section,	  the	  textless	  vocal	   lines	   are	   in	   patterns	   of	   just	   two	   beats,	  while	   the	  main	   drum	   groove	   can	   be	  
	  	  
	  	  	  
17	  heard	   as	  4/4	  +	  2/4,	   3/4,	   or	   6/4.	   	   This	   increase	   in	   instrumental	   and	   vocal	   density	  reflect	  the	  Biblical	  verses	  from	  which	  the	  lyric	  was	  inspired:	  And	   suddenly	   there	   was	   with	   the	   angel	   a	   multitude	   of	   the	   heavenly	   host	  praising	  God	  and	  saying,	  “Glory	  to	  God	  in	  the	  highest,	  and	  on	  earth	  peace	  among	  those	  with	  whom	  he	  is	  pleased!”	  	  (Luke	  2:13,	  14	  English	  Standard	  Version).	  	  As	  this	  dense	  texture	  gradually	  dissipates,	  the	  listener	  is	  left	  with	  the	  soloistic	  synth	  line,	  accompanied	  by	  clapping	  cycles.	  	  This	  decrease	  in	  density	  is	  an	  orchestral	  fade-­‐out,	  implying	  that	  the	  angels	  continue	  to	  jubilantly	  sing	  their	  proclamation	  of	  peace	  to	  mankind.	  	  	  	  	   Track	  7:	  Lo,	  How	  a	  Rose	  E’er	  Blooming	  	   As	   previously	   mentioned,	   the	   title	   of	   this	   song	   is	   frequently	   in	   its	   native	  German,	  “Es	  ist	  ein’	  Ros’	  entsprungen”,	  and	  it	  has	  been	  the	  foundation	  for	  works	  by	  Johannes	   Brahms	   (an	   organ	   chorale	   written	   in	   1896)	   and	   by	   Arnold	   Schöenberg	  (Weihnachtsmusik	   (Christmas	   music),	   a	   surprisingly	   tonal	   work	   for	   two	   violins,	  cello,	  harmonium,	  and	  piano	  composed	   in	  1921).	   	  My	   rendition	   focuses	   simply	  on	  the	   beauty	   of	   the	   lyrics	   and	   the	   simplicity	   of	   the	  melody.	   	   The	  motives	   expanded	  upon	  here	  stem	  from	  the	  word	  “blooming”,	  which	  consist	  of	  a	  descending	  third,	  as	  well	  as	  the	  text	  itself.	  	  Throughout	  the	  piece	  there	  are	  cascades	  of	  descending	  thirds	  and	  a	  constantly	  evolving	  and	  peaking	  texture	  that	  aurally	  depicts	  the	  gradual,	  and	  the	  sudden	  act	  of	  a	  rose	  blooming.	  	  	  	  	  
	  	  
	  	  	  
18	  	   Track	  8:	  ‘Twas	  in	  the	  Moon	  of	  Wintertime	   	   	   	  
	   The	   penultimate	   track	   on	   this	   album	   is	   the	   17th	   century	   Canadian	   hymn,	  originally	   titled	   “Huron	   Carol”,	   with	   the	   English	   lyrics	   provided	   by	   Jesse	   Edgar	  Middleton	  in	  1926	  (and	  thus	  entering	  the	  public	  domain	  in	  just	  2011).	  	  The	  text	  and	  melody	   depict	   a	   stark	  scene,	   with	   lyrics	   that	  emphasize	  the	  “moon	  of	  wintertime”,	   “when	   all	  the	   birds	   had	   fled”,	   and	  “before	   the	   light	   the	  stars	   grew	   dim”.	  	  However,	  it	  is	  out	  of	  this	  darkness	   that	   Jesus	   is	  born,	   providing	   light	  and	   salvation.	  	  Correspondingly,	   the	  	  track	  here	  begins	  with	  a	  dramatic	  and	  austere	  choral	  offering	  (which	  was	  recorded	  with	  just	  three	  vocalists,	  Greg	  Froehle	  who	  was	  the	  primary	  vocalist,	  Jen	  Parker	  who	  was	  the	  primary	  female	  vocalist,	  and	  myself).	   	  The	  piece	  gradually	  grows	   in	  density	  while	   in	  a	   flowing	  5/4	  meter	  and	  reminisces	  on	  the	  chorale	  style	  of	  writing	  from	  which	  the	  work	  originally	  derived.	  	  	  The	  chorale	  section	  provided	  here	  corresponds	  with	  the	  2:08	  –	  2:45	  marks	  
Figure	  7.	  	  “’Twas	  In	  the	  Moon	  of	  Wintertime”	  Vocal	  Score	  
	  	  
	  	  	  
19	  in	  the	  track.	  	  In	  the	  section	  that	  follows,	  we	  move	  our	  attention	  from	  the	  darkness	  of	  the	   opening	   of	   the	   hymn,	   to	   the	   hope,	   optimism	   and	   salvation	   that	   Jesus	   offers:	  “Jesus,	   your	   king,	   is	   born.	   	   Jesus	   is	   born.	   	   Glory	   be	   to	   God	   on	   high!”	   	   The	   music	  emerges	  out	  of	  the	  aforementioned	  darkness	  and	  continues	  to	  grow	  in	  boldness	  and	  confidence	  in	  the	  proclamation	  of	  the	  birth	  of	  the	  new,	  heavenly	  king.	   	  The	  texture	  thickens	  and	  increases	  in	  volume	  before	  reaching	  its	  apex	  at	  5:09,	  with	  the	  arrival	  of	  a	  large	  ensemble	  hit	  that	  punctuates	  the	  significance	  of	  the	  last	  section.	  	  The	  music	  fades,	   as	   only	   the	   piano	   and	   voice	   remain,	   allowing	   for	   the	   opportunity	   for	  introspective	  reflection	  on	  the	  text.	  	  	  
	  	   Track	  9:	  	  Caroling	  Bells	  in	  a	  Manger	  This	   instrumental	   work	   is	   a	   simultaneous	   combination	   of	   “Away	   in	   a	  Manger”,	  a	  very	  sweet	  song	  that	  often	  functions	  as	  a	  lullaby,	  and	  “Carol	  of	  the	  Bells”,	  a	  generally	  bombastic	  Christmas	  tune.	  	  I	  found	  the	  unification	  of	  these	  two	  pieces	  to	  be	  a	  fitting	  way	  to	  end	  the	  album,	  as	  it	  summarizes	  the	  coming	  of	  Jesus.	  	  Jesus	  was	  born	   into	   this	   world	   as	   a	   powerful	   leader,	   a	   heavenly	   and	   yet	   earthly	   king,	   who	  would	  live	  a	  life	  of	  influence	  and	  ultimately	  violent	  sacrifice.	  At	  the	  time	  of	  his	  birth,	  however,	  Jesus	  is	  but	  an	  infant,	  “tender	  and	  mild”,	  as	  the	  text	  in	  “Away	  in	  a	  Manger”	  depicts.	   	   This	   alternation	   between	   triumph	   with	   power	   and	   gentle	   infancy	   are	  integral	   to	   the	   Christmas	   story,	   and	   in	   turn,	   this	   album.	   	   Therefore,	   this	   track	  combines	   these	   two	   forces	   into	   one	  work,	   calling	   on	   both	   power	   and	   tenderness	  concurrently.	   	  The	  melodic	   fragments	   that	  appear	   from	  “Away	   in	  a	  Manger”	  are	   in	  
	  	  
	  	  	  
20	  Bb	  major,	  while	  the	  components	  from	  “Carol	  of	  the	  Bells”	  are	  in	  the	  relative	  key,	  G	  minor.	   	  This	  works	  especially	  well,	  as	  the	  primary	  motive	  from	  “Carol	  of	  the	  Bells”	  starts	  on	  the	  minor	  mediant,	  Bb.	  	  This	  creates	  a	  tonality	  of	  Bb	  major	  with	  an	  added	  sixth—either	  above	  or	  below—creating	  a	  relatively	  stable	  tonality,	  while	  also	  being	  slightly	  polytonal.	  	  The	  track	  builds	  until	  3:00,	  at	  which	  point	  the	  texture	  scales	  back	  to	   offer	   the	   listener	  melodic	   fragments	   from	   both	  melodies	   while	   in	   a	   frequently	  shifting	  meter.	  	  At	  4:00,	  the	  piano	  features	  the	  primary	  motive	  of	  “Carol	  of	  the	  Bells”	  while	  executing	  the	  melody	  of	  “Away	  in	  a	  Manger”,	  before	  ultimately	  giving	  its	  sole	  attention	   to	   the	   latter.	   	   The	   track,	   and	   album,	   ends	   here—with	   a	   gentle	   and	  reharmonized	  offering	  of	  this	  Christmas	  classic—focusing	  on	  the	  tenderness	  of	  the	  time	  of	  Jesus’	  infancy.	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Editing	  and	  Mixing	  	   The	   editing	   and	  mixing	   process	  was	   a	   time	   consuming,	   yet	   extraordinarily	  important	  step	  in	  the	  completion	  of	  this	  album.	  	  Because	  all	  of	  the	  instruments	  were	  programmed,	   there	   was	   little	   editing	   to	   do	   there.	   	   I	   did	   “perform”	   several	   of	   the	  parts	   on	   a	   MIDI	   keyboard,	   which	   in	   turn	   required	   some	   pitch	   editing	   and	  quantization.	  	  The	  latter	  process	  aligns	  the	  onset	  of	  notes	  to	  a	  rhythmic	  grid,	  either	  strictly	   or	   loosely,	   and	   allows	   for	   either	   absolute	   synchronization	   or	   a	   more	  “humanized”	  feel,	  depending	  on	  the	  desired	  strength	  of	  the	  quantization	  procedure.	  	  The	   next	   step	   in	   the	   post-­‐production	   process	   involved	   selecting	   and	   editing	   the	  vocal	  tracks.	  	  There	  were	  many	  factors	  to	  consider	  when	  selecting	  which	  vocal	  takes	  would	  best	  fit	  the	  album:	  delivery	  of	  text,	  vocal	  tone	  quality,	  pitch	  accuracy,	  breath	  placement,	  and	  extraneous	  noise	  (bumping	  into	  the	  microphone	  stand,	  a	  squeak	  of	  the	   floor,	  etc.).	   	  For	  each	  work,	   the	  vocal	   tracks	  were	  selected	   from	  multiple	   takes	  that	  were	  spliced	   together	  using	  cuts	  and	  crossfades	  (fading	  one	   take	   in	  while	   the	  other	  fades	  out).	  	  From	  there,	  I	  spent	  a	  lot	  of	  time	  fine-­‐tuning	  the	  vocals	  tracks	  using	  the	   Flex	   Pitch	   function	   in	   Logic	   Pro	   X,	  which	   is	   similar	   to	   the	   program	  Melodyne.	  	  This	  allows	  the	  editor	  to	  control	  audio	  tracks	  in	  a	  way	   that	   is	   nearly	   in	  alignment	   with	   the	   way	  one	   can	   edit	   MIDI	   or	  digital	   tracks.	   	   It	   is	  Figure	  8.	  	  Logic’s	  Flex	  Pitch	  Window	  
	  	  
	  	  	  
22	  possible	   to	   center	   the	  median	   tuning	   of	   a	   sung	   pitch	   to	   a	   desired	   tuning,	   to	   take	  away	  or	  add	  “pitch	  drift”	  (basically	  scooping	  in	  or	  out	  of	  a	  note)	  at	  the	  onset	  or	  at	  the	   completion	   of	   a	   note,	   and	   to	   adjust	   gain	   (volume)	   or	   vibrato.	   	   Thankfully,	   the	  singers	  I	  hired	  are	  excellent	  and	  professional	  singers,	  so	  the	  issue	  of	  pitch	  accuracy	  was	  not	  a	  significant	  one.	  	  	  The	  next	  large	  undertaking	  in	  the	  process	  of	  completing	  an	  album	  is	  mixing.	  	  Admittedly,	   this	  was	  not	   an	  area	  of	   strength	  and	  was	   something	   that	   I	   very	  much	  desired	  to	  learn	  more	  about.	  	  In	  fact,	  the	  bounces	  that	  I	  had	  initially	  made	  sounded	  distorted,	   cluttered	   and	   not	   at	   all	   professional.	   	   So,	   I	   approached	  my	   friend	   Cory	  Wong	  (musician	  and	  producer	  at	  Essential	  Sessions	  Studio)	  about	  helping	  me	  start	  on	  this	  process	  and	  to	  teach	  me	  how	  to	  make	  the	  album	  sound	  the	  way	  I	  desired.	  We	  spent	  several	  hours	  together	  working	  on	  the	  EQ	  of	  each	  track	  and	  the	  overall	  mix,	  and	   I	   learned	   a	   significant	   amount	   about	   the	   process	   and	   procedure	   involved	   in	  post-­‐production	  musical	  techniques.	   	  The	  largest	  issue	  that	  needed	  fixing,	  was	  that	  even	   though	   these	  were	  mostly	   electronically	   created	   sounds,	   they	   still	   contained	  inaudibly	   high	   and	  low	   frequencies	   that	  overload	   speakers,	  making	   the	   sound	  distorted	   and	   of	   poor	  quality.	   	   In	   every	  piece,	   therefore,	   we	  Figure	  9.	  	  Equalizing	  Window	  
	  	  
	  	  	  
23	  (and	  eventually	  just	  I)	  went	  through	  every	  instrument	  and	  vocal	  track	  and	  created	  low	  and	  high	  cutoffs	   that	  significantly	  cleared	  up	   the	  sound.	   	   In	   this	  hi-­‐hat	  EQ,	   for	  example,	  all	  the	  frequencies	  500	  Hz	  and	  below	  have	  been	  cutoff,	  and	  the	  frequencies	  from	   10k	   to	   20k	   have	   been	   reduced.	   	   Additionally,	   if	   there	   are	  multiple	   tracks	   of	  similar	  sounding	  instruments,	  or	  multiple	  vocal	  tracks,	  it	  is	  helpful	  to	  “carve	  out”	  a	  unique	   space	   for	   each	  track.	   	   For	   example,	   these	  two	   EQ’s	   are	   for	   female	  back	   up	   harmonies.	   	   Both	  contain	   the	   low	   frequency	  cutoff,	   but	   they	   also	  	  
have	   subtle	   differences	   in	  their	   mid	   range	   EQ.	   	   This	  subtlety	  may	   not	  be	   easily	  discerned	  when	  listening	  to	   a	   direct	   comparison	   between	   the	   two	   tracks,	   but	   when	   this	  individualized	   approach	   is	   applied	   to	   sixty	   or	   more	   tracks,	   then	  
Figure	  10.	  	  Vocal	  EQ	  Examples	  
Figure	  11.	  	  Channel	  Strip	  Examples	  
	  	  
	  	  	  
24	  there	   is	  a	  significant	   improvement	   in	  sonic	  clarity.	   	   In	  addition	  to	  “carving	  out”	  an	  EQ	   space	   for	   each	   instrument	   and	   voice,	   it	   is	   also	   important	   to	   have	   a	   unique	  panning	  that	  creates	  demarcated	  physical	  space	  as	  well.	   	  These	  two	  channel	  strips	  for	  the	  two	  aforementioned	  vocal	  tracks	  show	  that	  one	  is	  panned	  nearly	  all	  the	  way	  left	   and	   the	   other	   all	   the	   way	   right,	   which	   creates	   a	   stronger	   aural	   distinction	  between	  the	  two.	   	  (Also	  note	  that	  both	  are	  sent	  to	  the	  same	  Bus	  for	  reverb,	  rather	  than	  placing	  a	  reverb	  plug	  in	  both	  instruments.	  	  This	  results	  in	  improved	  computing	  ability,	   as	   the	  processor	  only	  needs	   to	   create	  one	   reverb	  effect	   rather	   than	   two.	   It	  also	  provides	  cohesion	  between	  the	  vocal	  tracks,	  to	  solidify	  the	  impression	  that	  the	  vocals	  were	  recorded	  in	  the	  same	  physical	  space.)	  	  The	  final	  major	  mixing	  procedure	  involved	   placing	   compression	   on	  each	   track.	   	   One	   can	   imagine	  compression	   as	   a	   rubber	   band	  effect,	   that	   when	   the	   volume	  passes	   a	   certain	   level,	   the	  compressor	  activates	  and	  pulls	  the	  levels	   back	   down,	   but	   there	   is	  some	   flexibility	   in	   how	   far	   one	   can	   stretch	   these	   levels.	   	   (A	   limiter,	   in	   contrast,	  functions	   as	   a	   strict	   maximum	   for	   volume,	   and	   immediately	   does	   not	   allow	   any	  levels	  to	  surpass	  a	  specified	  decibel	  point.)	  	  This	  compressor	  is	  a	  shared	  compressor	  for	  several	  percussion	  instruments,	  which	  simultaneously	  pulls	  up	  the	  volume	  level	  of	  each	  instrument	  while	  keeping	  it	  below	  a	  certain	  range.	  	  This	  results	  in	  a	  “fatter”	  
Figure	  12.	  	  Compression	  Window	  
	  	  
	  	  	  
25	  and	   more	   reliable	   sound	   that	   is	   consistent	   with	   modern	   day	   popular	   music	  practices.	   	   The	   attack	   knob	   indicates	   how	   quickly	   the	   compressor	   activates	   after	  reaching	  the	  level	  threshold,	  in	  this	  case	  5.0	  milliseconds.	  	  The	  Radio	  slider	  indicates	  that	  for	  every	  5.6	  dB’s	  above	  the	  threshold,	  the	  compressor	  brings	  down	  the	  level	  by	  1	  dB.	  	  The	  Release	  knob	  indicates	  how	  quickly	  the	  compressor	  deactivates,	  and	  the	  Knee	  slider	  provides	  a	  curved	  scale	  for	  how	  the	  compressor	  functions.	  	  	  After	  each	  track	  is	  individually	  edited,	  then	  the	  entire	  work	  is	  carefully	  edited	  for	  balancing	  levels,	  panning,	  creating	  automation,	  and	  overall	  gain.	  	  It	  is	  crucial	  that	  no	   track	   extends	   beyond	   the	   output	   threshold,	   as	   this	   results	   in	   “clipping”	   or	  distorting	   when	   bouncing	   the	   entire	   track.	   	   The	   entire	   track	   should	   be	   bounced	  between	   -­‐6	   and	   -­‐3	   dB’s	   below	   the	   clipping	   threshold	   to	   allow	   “headroom”	   for	   the	  final	  mastering	  process.	   	  This	  final	  mastering	  process	  brings	  up	  the	  overall	  volume	  of	   all	   the	   tracks,	   sets	   a	   limiter	   for	   the	   maximum	   volume,	   and	   creates	   evenness	  between	  tracks	  so	  that	  each	  track	  has	  the	  same	  output	  level.	  	  	  
	  	  	  	  	  	  
Conclusion	  This	   project,	   A	   Modern	   Christmas,	   is	   an	   accurate	   representation	   of	   my	  musicianship,	   as	   it	   shows	   the	   breadth	   and	   depth	   I	   have	   as	   a	   composer	   and	  performer.	  	  This	  showcases	  my	  ability	  to	  create	  an	  artistic	  statement	  that	  is	  worthy	  of	   multiple	   listens	   and	   further	   examination	   by	   the	  music	   connoisseur,	   while	   also	  being	  immediately	  accessible	  to	  the	  casual	  consumer.	  	  It	  reflects	  a	  mastery	  of	  many	  styles	  ranging	  from	  jazz	  to	  pop,	  choral	  to	  electronic.	  	  This	  album	  also	  demonstrates	  my	   ability	   to	   compose	   utilizing	   modern	   technology	   and	   contemporary	   music	  
	  	  
	  	  	  
26	  practices.	  	  And	  so,	  it	  is	  with	  much	  excitement	  that	  I	  bring	  this	  to	  a	  conclusion.	  	  The	  last	   several	   years	   have	   been	   filled	   with	   much	   composing,	   opportunity,	   growth,	  learning,	  and	  friendship.	  	  I	  am	  very	  grateful	  for	  my	  time	  of	  study	  at	  the	  University	  of	  Minnesota	  and	  the	  future	  that	  has	  been	  opened	  to	  me	  because	  of	  this	  opportunity.	  	  I	  will,	  however,	  remain	  a	  lifelong	  learner,	  and	  this	  significant	  milestone	  in	  my	  journey	  as	   a	   composer	   and	  musician	  will	   spur	  me	   toward	   to	  what	   I	   aspire	  will	   be	   greater	  heights,	  achievements,	  and	  music.	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  Alex	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